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Four Altar Panels by Bernhard Strigel
Some Historical and Philological Perspectives 1

Hans A. Pohlsander
University at Albany
State University of New York

n 1507 the German painter Bernhard Strigel (Memmingen
1460-1527) created an altar of the Holy Cross of which four side
panels have survived, while the presumably carved center has
been lost. These four panels were formerly housed in Kynzvart
(Konigswart) Castle near Marianske Lazne (Marienbad) in northwest
Bohemia but were transferred to the National Gallery in Prague in
1972. The altar apparently was commissioned by the emperor Maximilian I and presented by him as a gift to Pope Julius II. Maximilian
at this time was hoping to travel to Rome and to be crowned Holy
Roman Emperor by the pope, as his father Frederick III had been in
1452. His plans came to naught, but the pope received the altar and
placed it in Rome's Basilica of S. Paolo fuori le mura. More than three
hundred years later Pope Gregory XVI (1831-1846) made a gift of the
panels-the center of the altar was lost, perhaps in the great fire that
devastated the basilica in 1823-to Count Clemens Lothar Wenzel
von Metternich, the Austrian chancellor, who placed them in his castle
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at Kynzvart (Konigswart). Hence they passed into the possession of
the Czech Republic.
The four panels are not of uniform size. Two of them now measure 230 x 94 cm. each and apparently were the outside of movable
wings, while the other two now measure 164 x 87 cm. each and apparently were fixed wings. It is likely that there were additional altar
components that were lost. One misses especially a representation of
the Invention and/or the Verification of the Cross.
A fair amount of descriptive literature on these panels is available,2 but their narrative content has hitherto not received enough
attention. In this article, I intend to show that in their depiction of
four events in the life of the emperor Constantine or of his mother,
2

lnv. nos. VO 765-68.
J aroslav Pesina, Kynivart (Sttitni Zdmek), Strigelovy olttirni desky v
Kynzvarte (Prague, 1953), 12.
Jaroslav Pesina, "Kynzvartsky Olt:ir dilem Bernharda Strigela," Zprdvy
pdmdtkove pece 14 (1954): 148-49.
Alfred Stange, Deutsche Malerei der Gotik (Munich and Berlin, 1957), 8:144.
Gertrud Otto, "Ein Altar Bernhard Strigels for Rom," Memminger
Geschichtsbliitter (1958): 5-7 and ills. I-IV.
Hugo Rokyta, Kyn'i:vart (Prague, 1958), 3 (Czech), ro (Russian), n (ill.),
13 (German), 20 (English), and 22 (French) .
Edeltraud Rettich, "Bernhard Strigel: Erganzungen und Berichtigungen
zu Alfred Stanges Deutsche Malerei der Gotik, 8. Band," Zeitschrift fiir Kunstgeschichte 22 (1959): 158-67 at 162-63.
J aroslav Pesina, Alt-deutsche Meister von Hans von Tiibingen bis Durer
und Cranach (Prague and Hanau/Main, 1962), or German Painting of the
Fifteenth and Sixteenth Centuries (Prague, 1962), nos. 31-34.
Gertrud Otto, Bernhard Strigel (Munich and Berlin, 1964), 31-35 with
2 color pls.; 95, no. 20; and ills. 55-57Edeltraud Rettich, Bernhard Strigel: Herkunft und Entfaltung seines Stils
(Dissertation Freiburg im Br., 1965), 39, 44-45, and 158-59.
Alfred Stange, Kritisches Verzeichnis der deutschen Taftlbilder vor Durer
(Munich, 1970), 2:208, no. 914.
Sbirky N:irodni Galerie v Praze, Sternbersky Pal:ic, Stare evropske umeni
(Prague, 1988), 124 and 134, nos. 320-23, and color pl. 27.
On Bernhard Strigel, see further Edeltraud Rettich in Dictionary ofArt
29:773.
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H elena, all involving the Cross or a cross in some way, the four panels
dep art significantly not only from the historical facts as they are
understood today but also from the traditional accounts with which
Strigel or his imperial patron may have been familiar; furthermore,
that this departure is not a matter of accident but rather served a specific ideological or propagandistic purpose.
In the first panel (fig. 1) Helena interrogates Judas, a Jewish elder,
threatening him with fire to which she points with her scepter. 3 Her
purpose is to have him reveal to her the location of the True Crosi'
of Christ's Passion. Behind Judas are two other Jewish men, one oi
whom is wearing the pointed hat Jews were often required to wear in
the Middle Ages; behind Helena are several attendants. Between
these two groups is a richly robed man who must be Constantine.
H elena's pilgrimage to the Holy Land and her building activity there
are historical facts. 4 But the primary sources that record Helena's pilgrimage do not report that she was accompanied by her son,5 and
3

This Judas, according to the legend, was converted to Christianity, had
his name changed to Cyriacus or 01iiriacus, and became bishop ofJerusalem.
•E. D . Hunt, Holy Land Pilgrimage in the Later Roman Empire AD 3n-460
(Oxford, 1982), 28-49.
Stephan Borgehammar, How the Holy Cross Was Found: From Event to
Medieval Legend (Stockholm, 1991), 123-42.
Jan Willem Drijvers, Helena Augusta: The Mother of Constantine the Great
and the Legend ofHer Finding ofthe True Cross (Leiden, 1992), 551 2.
Hans A. Pohlsandcr, Helena: Empress and Saint (Chicago, 1995), 84-n6.
5
Ambrose of Milan, De Obitu Theodosii 41-48 (Migne, PL 16.1399-1402
[ed. 1845] or 1462-65 [ed. 1866]; ed. Mannix, 59-61; ed . Faller [CSEL 73],
393-97); Borgehammar [see n. 4], 60-66; Drijvers [n. 4], 108-13; Pohlsander,
Helena [n. 4], 105.
Rufi.nus, Hist. Eccl. r. 7-8 (Migne, PL 2q751 6; 10.1 8 in ed. Mommsen
[GCS 9.2], 969-71); Borgehammar [n. 4], 2i-23; Drijvers [n. 4], 79-80 and
101-2; Pohlsander, Helena [n. 4], 106.
Paulinus of Nola, Epist. 31.5 (Migne, PL 61.328-29; ed. Hartel [ CSEL
29], 2721 3); Borgehammar [n. 4], 66-71; Drijvers [n. 4], n3-16 and m-22;
Pohlsander, Helena [n. 4], 106.
Gelasius of Caesarea, narrative reconstructed by Borgehammar [n. 4],
31-55 and 57-60; Pohlsander, Helena [n. 4], 107.

Courtesy ofNational Galleiy, Prague

Fig. r: Helena interrogating Judas,
Altar panel by Bernhard Strigel
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Constantine's itinerary for the years 326-327-the most likely time of
Helena's travels-did not include the Holy Land. 6 Nor is it suggested
by medireval vitre or legendaries that he was present at the Invention
of the Cross. 7
Nevertheless, Strigel was by no means the first artist to include
Constantine in the depiction of events believed to have occurred in
the course of Helena's pilgrimage: In the village of Eriskirch (Kreis
Tettnang) on the north shore of Lake Constance, the parish and pilgrimage church of Maria Himmelfahrt has on the south side of the
choir a stained-glass window dating from the early fifteenth century.
This window includes Constantine in three scenes from the legend of
the True Cross: in the fifth register from below, Helena is interrogating
Judas while Constantine stands by; in the third register, the True Cross
is being dug up by Judas while Helena and Constantine watch; in the
first register, the True Cross is verified in the presence of both Constantine and Helena. 8 A second example is provided by a tapestry in
the Germanisches Nationalmuseum in Nuremberg; this tapestry dates
from ca. 1430-1440 and is on loan from Nuremberg's Church of
St. Sebaldus, where it perhaps served as an antependium. It offers an
Timothy D. Barnes, The New Empire of Diocletian and Constantine
(Cambridge, Mass., 1982), 76-77.
7
Altman of Hautvillers, vita of St. Helena (ca. 850-860), Acta Sanct.
Aug. 3 (ed. 1867), 580-99.
Jacobus de Voragine (ca. 1230-1290), Legenda Aurea, chapter 68 in De
inventione sanctae crucis (ed. Gnesse 3 .303-n). English translation by Granger
Ryan and Helmut Ripperger, The Golden Legend ofJacobus de Voragine (New
York, 1941), 269-76.
Der Heiligen Leben und Leiden, anders genannt das Passional (ca. 1400),
noncritical edition by Severin Ruttgers (Leipzig, 1913), 2:48-53.
8Werner von Matthey and Adolf Schahl, Die Kunstdenkmiiler des Kreises
Tettnang (Stuttgart and Berlin, 1937), 55-56 and pl. 34.
Rudiger Becksmann, Die mittelalterlichen Glasmalereien in Schwaben von
IJSO bis ISJO (Berlin, 1986), 53-54 and ills. 72-75.
The last of the three scenes is a modern copy; the original is in Geneva's
Musee d'Art et d'Histoire (see Paul Frankl, "Die Herkunft der Helenascheiben im Genfer Museum," Geneva 14 [1936]: 107-12 and pls. VII-IX).
6
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Invention and a Verification of the True Cross in one continuous
scene, again in the presence of Helena and Constantine. 9 A third
example, the Landesmuseum Joanneum in Graz holds a painting that
is a combination Invention and Verification of the True Cross; it is
attributed to the "Meister von Laufen'' and dated to ca. r440. In the
center of the composition is Helena; behind her to the left there is
Constantine. 10 Yet another combination Invention and Verification of
the True Cross in which we encounter both Helena and Constantine,
by an anonymous Upper-Rhenish painter and dated in r479, is to be
seen in the Kunstmuseum of Basel. 11
All four examples are found in southern Germany, Austria, or
Switzerland, that is, in Strigel's part of the world, and date from the
fifteenth century, a time when the legend of the True Cross was particularly popular. Constantine and Helena are so closely associated

9Gew 3715.
Friedrich Wilhelm Hoffmann et al., Die Sebalduskirche in Nurnberg
(Vienna, 1912), 203.
Betty Kurth, Die deutschen Bildteppiche des Mittelalters (Vienna, 1926),
1:180 and 267; Kurth vol. 3, pl. 284.
Walter Fries, Die St. Sebalduskirche zu Nurnberg (Burg, 1928), 31.
Heinrich Gobel, Wandteppiche (Leipzig, 1923-1934), 3.1:159 and ill. 1276.
Germanisches Nationalmuseum, Nuremberg, Fuhrer durch die
Sammlungen, 3d ed. (Munich, 1985), 82, no. 185.
Leonie von Wilckens in Metropolitan Museum of Art, New York, and
Germanisches Nationalmuseum, Nuremberg, Gothic and Renaissance Art in
Nuremberg, 1300-1550 (Munich, 1986), 198, no. 55.
10
Inv. no. 382.
Stange, DMG [n. 2] (1960), 10:19 and ill. 38.
Gottfried Biedermann, Kata log Alte Galerie am Landesmuseum ]oanneum:
Mittelalterliche Kunst (Graz, 1982), 94-95, no. 14, and ill. 23.
"Inv. no. 204.
W. Cohn, "Zur Basler Malerei des 15. Jahrhunderts," Anzeiger far
schweizerische Altertumskunde, N.F. 39 (1937): 124-30 at 124-26 with ill. r.
Stange, DMG [n. 2] (1955), t9 and ill. 2.
Offentliche Kunstsammlung, Kunstmuseum Basel, Katalog, r. Teil: Die
Kunst bis I8oo: Siimtliche ausgestellte Werke (Basel, 1966), 20.
Stange, Kritisches Verzeichnis [n. 2] (1970), 2:30, no. 50.
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with each other and with the True Cross that it must have seemed
natural to include both of them in works of art that were meant to
convey an idea more than to record historical events. 12 Yet Constantine's presence in scenes of the Invention or the Verification of the
Cross remains the exception rather than the rule.
There is, additionally, a small (54 x 64 cm.) study, produced
in Strigel's workshop and last reported to be in private possession in
Switzerland, in which again Constantine and Helena together act
in roles the traditional accounts ascribe to Helena alone (fig. 2). On

From Gertrud 0110, Bernhard Strigcl (Mun ich, 1964), ill. 58

Fig. 2: The Invention, Verification, and Exaltation of the True Cross,
Study from the workshop of Bernhard Strigel
12

This association of Constantine and Helena with each other is even
stronger in the East than it is in the West. In the Orthodox churches the
emperor and his mother are both recognized as saints and share a common
feast day, May 2r. In Byzantine icons, frescoes, and coins they are frequently
depicted standing side by side, holding a cross between them (see Klaus
Wessel, "Konstantin und Helena," in RBK [1989], 4:357-66).
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the left side we see a combination Invention and Verification of the
True Cross in which both Constantine and Helena have a part; on
the right side an Exaltation of the Cross with Constantine, Helena, a
pope, and a cardinal. The measurements of this study and its lesser
quality preclude the possibility that it was actually part of the altar in
question, but it may suggest the subject matter of the presumably lost
inside of the two movable wings. 13
Now to return to Strigel's paintings in the National Gallery in
Prague: In the second panel (fig. 3) Constantine, barefoot and in penitent's dress, but crowned, carries a large cross on his left shoulder as
he enters through a city gate. Behind him on the left we can identify
Helena and Judas. More importantly, behind him on the right we see
the full-length figure of a man in a rich robe and with the unmistakable features of the Emperor Maximilian. Strigel was well familiar
with those features; he and his workshop produced numerous portraits of Maximilian. 14 Nate also that Maximilian is not shown in the
13

Otto, "Ein Altar Bernhard Strigels" [n. 2], 5.
Otto, Bernhard Strigel [n. 2], 32, 95, no. 21, and ill. 58.
Stange, Kritisches Verzeichnis [n. 2] (1970), 2:203, no. 894.
14
A convenient inventory of these is provided by Stange, Kritisches Verzeichnis [n. 2] (1970), 2:212-15, no. 934-43d. See also the following:
Ludwig Baldass, Der Kiinstlerkreis Kaiser Maximilians (Vienna, 1923),
12-13 and pls. 15- 16.
Hans Ankwicz-Kleehoven, Der Wiener Humanist Johannes Cuspinian
(Graz and Cologne, 1959), 190-93 and pl. facing 201.
Cat. Vienna 1959, pp. 179-80, no. 526, and pl. 90.
Otto, Bernhard Strigel [n. 2], 101-2, nos. 54-60.
Rettich, Bernhard Strigel [n. 2], 104-8.
Otto Benesch, German Painting.from Diirer to Holbein (Geneva, 1966), 51
and 151-52.
Cat. Innsbruck 1969, pp. 148-49, nos. 547-53; p. 151, no. 563; color pl. 1,
and ills. 105-7Erich Egg, "Maximilian und die Kunst," in Cat. Innsbruck 1969,
Beitrage 93-106 at 99-100.
Hermann Wiesflecker, Kaiser Maximilian I: Das Reich, Osterreich und
Europa an der Wende zur Neuzeit (Munich, 1975), 2:416 and (Munich, 1986),
5:374-75.

Fig. J:
Constantine
Penitent
Altar panel by
Bernhard Strigel
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manner in which donors are usually shown, that is, in reduced scale
and kneeling in the lower left or lower right corner. Rather he is an
anachronistic participant in an event which in itself is unhistorical. Is
Percy Ernst Schramm and Hermann Fillitz, Denkmale der deutschen
Konige und Kaiser (Munich, 1978), vol. 2, nos. 170-71.
Salem Castle (in the Linzgau district of Baden-Wiirttemberg, just north
of Lake Constance) was until recently home to four panels and the predella
of an altar of St. Mary that Strigel painted for the monastery of Salem in
1508, that is, shortly after completing the altar of the Holy Cross. In 1995
these components were acquired by the Badishes Landesmuseum Karlsruhe
(Inv.-Nr. 95/r361) and reunited with the carved central shrine, which the
museum already owned (Inv.-Nr. C 3795). One of the four panels, the inside
of the right wing, is an Adoration of the Magi in which, in keeping with
the tradition of the three Magi or Kings, one is elderly, one middle-aged,
and one young. The middle-aged one is positioned between the other
two and bears the features of Maximilian, who had commissioned the altar.
See the following:
Stange, DMG [n. 2) (1957), 8:143.
Gertrud Otto, "Bernhard Strigels Marienaltar fur Kloster Salem," Das
Schone Allgau 22 (1959) : 1661 0.
Pesina, Alt-deutsche Meister or German Painting [n. 2), no. 32.
Otto, Bernhard Strigel [n. 2), 36-38, with color pl.; 95, no. 22; and ills.
63-66, esp. 66.
Rettich, Bernhard Strigel [n. 2), 44-45.
Stange, Kritisches Verzeichnis [n. 2) (1970), 2:2oi-3, no. 893.
Sotheby's, Die Sammlung der Markgrafen und Gro.flherzoge von BadenBaden (auction catalogue: Baden-Baden, 1995), 5:24-29.
Brigitte Herrbach-Schmidt in Harald Siebenmorgen, ed., Fur Baden
gerettet: Erwerbungen des Badischen Landesmuseums I995 aus den Sammlungen
der Markgrafen und Gro.flherzoge von Baden (Kalsruhe, 1996), 104-8 with
ills. 8-12.
Some years later, in 1518, Strigel painted a Death of the Virgin; this
painting was housed in the Musee des Beaux-Arts in Strasbourg until it was
destroyed by fire in 1947 (together with one of Strigel's portraits of Maximilian). To one of the figures in this painting, too, Strigel gave the features of
Maximilian, who had commissioned this painting as well. See the following:
Stange, DMG [n. 2) (1957), 8:145 and ill. 302.
Pesina, Alt-deutsche Meister or German Painting [n. 2), no. 32.
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the city meant to be Jerusalem or Rome? The half-timbered house we
see through the gate suggests neither, but rather the painter's hometown, Memmingen! In none of our sources do we find mention of an
event or incident in Constantine's life even remotely similar to what is
depicted here. 15 And humility is one Christian virtue Constantine certainly never made his own.16
In the third panel (fig. 4) Constantine, now in splendid dress,
rides triumphantly into a city; again he carries a large cross but holds
it aloft, like a military banner. The city seems to be the same as in the
second panel. It is true, of course, that Constantine won the Battle of
the Milvian Bridge in the sign of the Cross, but nowhere in our
sources is it recorded that he entered Rome carrying a cross. In these
sources we do learn of a much less pleasing aspect of Constantine's

Otto, Bernhard Strigel [n. 2], 43; 97, no. 31; and ill. 85.
Stange, Kritisches Verzeichnis [n. 2] (1970), 2:206, no. 905.
Tomislav Vignjevic, "Unicena votivna slika Jurija Slatkonja: Delo Bernharda Strigla" [The Destroyed Votive Painting of Georg Slatkonja: A Work of
Bernhard Strigel ], Zbornik za umetnostno zgodovino 29 (r993): 15r-55.
There are portraits of Maximilian also by Albrecht Durer, Hans
Burgkmair, Ambrogio de Predis (who also painted Bianca Maria Sforza,
Maximilian's second wife), Joos van Cleve, Lucas van Leyden, Daniel Hopfer,
Hans Baldung Grien, and others. See Cat. Vienna 1959, p. 180, no. 527, and
pl. 91; and Cat. Innsbruck 1969, pp. 65-66, nos. 256-60, pp. 149-51, nos. 554-57
and 560-61, and ills. 42, ro8, and no-12. Also Erich Egg, "Maximilian und die
Kunst," in Cat. Innsbruck 1969, Beitrage 93-ro6 at 98-99.
Maximilian's likeness is also known to us from his coins; on these, see
n. 54 herein.
15
Among the primary sources on the reign of Constantine the following
might be expected to mention such an event if indeed it had happened:
Eusebius, Vita Constantini.
Anonymus Valesianus, Origo Constantini (MGH, AA 9; ed. Rolfe [LCL
Amm. Marc. 3]; ed. Konig [Trier, 1987]; English translation by Jane Stevenson in Samuel N. C. Lieu and Dominic Montserrat, eds., From Constantine
to Julian: Pagan and Byzantine Views: A Source History [London, 1996], 43-48).
16
On this point, see Hans A. Pohlsander, The Emperor Constantine (London and New York, 1996), 86.
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entry into the city on 29 October 312: the body of his rival (and brotherin-law) Maxentius was recovered from the Tiber River; Constantine
had the head cut off, fixed to a pike, and carried through the streets of
Rome. 17 If we prefer to identify the city as Jerusalem, we encounter
the same problem as in the second panel. If the second panel refers to
the Invention of the Cross and the third panel to Constantine's entry
into Rome after the Battle of the Milvian Bridge, why has the chronological order been reversed?
These two panels borrow heavily from another hagiographical tradition: the return of the Cross to Jerusalem by the Byzantine emperor
Heraclius (610-641). When the Persians captured Jerusalem in 614 they
carried away the cross, or rather part of the cross, that was venerated in
Jerusalem as the True Cross of Christ's Passion. Heraclius, having
gained a splendid victory over the Persians, was able to return the cross
to the Holy City in 630 or 631. 18 This historical event has been subject to much embellishment, and predictably it is the embellished version of the story that became popular, in the liturgy, in literature, and
17

Anonymus Valesianus, Origo Constantini 4.12 (MGH, AA 9.8; ed. Rolfe
[LCL Amm. Marc. 3], 516; ed. Konig [Trier, 1987], 38-41; English translation by Stevenson, in Lieu and Montserrat, eds., From Constantine to Julian
[n. 15], 45).
Pan. Lat. 4 (ed. Baehrens, Mynors, and Nixon and Rodgers) or ro
(ed. Galletier), 31.4.
Pan . Lat. 12 (ed. Baehrens, Mynors, and Nixon and Rodgers) or 9
(ed. Galletier), 18.3.
18
lt is reliably reported that Heraclius entered Jerusalem on a March 21.
The year is more difficult to ascertain. Anatole Frolow, "La Vraie Croix et
les expeditions d'Heraclius en Perse," REE 2 (1953): 88-105, argues for 630.
This date has been accepted by Georg[e] Ostrogorsky; see either the German or the English edition of his Byzantine history:
Geschichte des byzantinischen Staates (Byzantinisches Handbuch I.2 = Handbuch der Aftertumswissenschaft 12.1.2), 3d ed. (Munich, 1963), 87.
History of the Byzantine State, translation by Joan Hussey, rev. ed. (New
Brunswick, NJ, 1969), 104.
Also by Herbert Hunger, Reich der neuen Mitte (Graz, 1965), 19-20;
Andreas N. Stratos, Byzantium in the Seventh Century (Amsterdam, 1968),

Fig. 4:
Constantine
Triumphant,
Altar panel by
Bernhard Strigel
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in the arts. A liturgical text, Reversio Sanctae Crucis, for the feast of the
Exaltation of the Cross (September 14), tells the story this way:
But when the emperor, coming down from the Mount of
Olives, sitting on a royal horse decorated with imperial ornaments, wanted to enter by the same gate which the Lord had
entered when coming to his Passion, the stones of the gate
suddenly descended and joined themselves to one another,
making a solid wall. As they were wondering in astonishment,
constricted by exceeding sorrow, they looked up on high and
saw the sign of the Cross in the sky, shining brightly with
flaming splendor. An angel of the Lord took it in his hands,
stood above the gate, and said; 'When the King of the heavens, the Lord of all the earth, entered through this gate on
his way to fulfilling the mysteries of the Passion, he did not
appear in purple or a shining diadem, nor did he ask for a
strong horse to carry him, but sitting on the back of a humble
donkey he left his servants a paradigm of humility." This said,
the angel quickly returned to heaven. Then the emperor
rejoiced in the Lord because of the angelic visit and, having
removed the tokens of imperial rank, he hastened forward,
without shoes, girded only with a linen belt, carrying the
Cross of the Lord in his hands, his face covered with tears, his

1:252-54; J. F. Haldon, Byzantium in the Seventh Century: The Transformation
ofa Culture (Cambridge, 1990), 46; Mark Whittow, The Making of Byzantium
(Berkeley, 1996), 80; and Warren Treadgold, A History of the Byzantine State
and Society (Stanford, 1997), 299. Venance Grumel, "La reposition de la Vraie
Croix aJerusalem par Heraclius: Le jour et l'annee," Byzantinische Forschungen
1 (1966): 139-49, argues for 631. This date has been accepted by Alexander
Kazhdan in ODB 1:rr9, s.v. Antiochos Strategos. Judith Herrin, The Formation of
Christendom (Princeton, 1987), 197-206, does not give a specific date. John
Julius Norwich, Byzantium: The Early Centuries (London, 1988), 305, gives
329. For the most recent discussion of the date, see The Chronicles of Theophanes Confessor: Byzantine and Near Eastern History AD 284-8I3, translated

with Introduction and Commentary by Cyril Mango and Roger Scott
(Oxford, 1997), 459, n. 3, where 629 and 631 are both rejected in favor of 630.
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eyes raised to the sky, making his way right up to the gate. As
soon as he approached with humility the hard stones sensed
the celestial command, and immediately the gate raised itself
and gave unrestricted entrance to those going in. 19

Another text, Exaltatio Sanctae Crucis, a sermon in form, gives
this account:
So the blessed Heraclius went out of that city with a great victory and returned to the holy city of Jerusalem. But when he
approached the gate of the holy city ofJerusalem, he forgot to
dismount from his horse and to enter barefoot into the Holy
City with the lifegiving wood of the Holy Cross, and instead
he came to the gate with the diadem of the kingdom, in order
to enter the Holy City with his cavalry. An angel of the Lord
sat down over the city gate and placed stones before the doors
and closed them, so that no one could enter. But the most
blessed Heraclius, when he saw the gate closed by the angel,
turned back, his face blushing with immense shame, and he
knew that he was not worthy of entering the city with such
exalted glory. A divine voice came to him saying: "Heraclius,
do you not know that, when the Maker of all the world, who
hung on this wood, came to this gate and sat on a donkey's
foal, the people in front came towards him with flowers and
palm fronds and shouted and said: 'Hosanna, blessed is He
who comes in the name of the Lord, the King of Israel,' and
thus he entered the city?" But Heraclius, confused within
himself, went back and put ashes on his head and clothed
himself in hairshirt and sackcloth. And so everyone hastened
barefoot to the gate with praises and hymns. The angel of
19

This text was in liturgical use between ca. 800 and 1300, according to
Stephan Borgehammar of Uppsala, who is preparing a new, critical edition
and has provided this translation. Highly inaccurate printed texts are found
in Hrabanus Maurus (ca. 780-856), homily 70 (Migne, PL no.131-34), and in
Boninus Mombritius (Bonino Mombrizio), Sanctuarium seu Vitae Sanctorum,
ed. nova (Paris, 1910), 1:379-81.
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the Lord then commanded that the rocks which lay before the
gates should return each to its place, and the doors opened
themselves. And the most blessed Heraclius entered with a
large army, praising and blessing the Lord who performs miracles on his servants. 20

The account offered by the Legenda Aurea ofJacobus de Voragine
(ca. 1230-1290) is not very different. 2 1 Given the legend's popularity
and its availability in both Latin and several vernacular languages,
Strigel in all probability was familiar with it. He also may have known
other accounts: the Middle High German romance Eraclius by the
poet who is known only as Otte; 22 Der Heiligen Leben, a legendary

°This text is extant in only two manuscripts: Rome, Biblioteca Casanatense 713 (eleventh cen.), f. 84v-85', and Rome, Biblioteca Vallicelliana
t. 26 (twelfth cen.), again according to information helpfully provided by
Borgehammar; the translation, again, is also his.
21
Chapter 137, De exaltatione sanctae crucis (ed. Gr:esse 3 .605-8) .
English translation by Ryan and Ripperger [n. 7], 545-46 .
Maria von Nagy and N. Christoph von Nagy, Die Legenda Aurea und ihr
Verfasser Jacobus de Voragine (Berne and Munich, 1971).
Konrad Kunze, "Jacobus de Voragine," in Verfasserlexikon 2 (1982),
4:448-66.
Alain Boureau, La ligende dorie (Paris, 1984).
Sherry L. Reames, The Legenda Aurea: A Reexamination ofIts Paradoxical
History (Madison, 1985).
22
Otte is not known from any other sources. The Eraclius is approximately 5400 verses long, was probably written in the early decades of the
thirteenth century, and is based on a French work, the Eracle of Gautier
d'Arras. There is a modern edition of it by Winfried Frey ( Coppinger Arbeiten
zur Germanistik 348. [Goppingen, 1983]). See also the following:
Th. C. van Stockum and J. van Dam, Geschichte der deutschen Literatur,
3d ed. (Groningen, 1961), 1:96.
Paul Salmon, Literature in Medieval Germany (New York, 1967), 58-59.
Wolfgang Walliczek in Verfasserlexikon 2 (1989), 7=199-203, s. v. Otte I.
Joachim Bumke, Geschichte der deutschen Literatur im hohen Mittelalter
(Munich, 1990), 24J-44·
Edith Feistner, in Literaturlexikon (1991), 9:44-45.
2
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compiled in ca. 1400 by a Dominican friar at Nuremberg; 23 or the
miracle play known as the Augsburger Heiligkreuzspiel. 24 But a direct
relationship of Strigel's paintings to any of these accounts cannot be
shown.
Other sources, closer to the event in time, are more sober and
contain no element of the miraculous. Thus the Byzantine poet
George of Pisidia (Georgios Pisides) soon after the event composed a
poem, really a panegyric of Heraclius, 116 iambic trimeters long, but
not mentioning any miracle.25 Another author, too, Antiochos Strategos, known to have been a contemporary of Heraclius but otherwise
rather obscure, reports the event but fails to mention any miracle. 26

23

Ed. Ruttgers [n. 7], 2:402-4.
Friedrich Wilhelm, Deutsche Legenden und Legendare; Texte und Untersuchungen zu ihrer Geschichte im Mittelalter (Leipzig, 1907), 174-212.
Konrad Kunze, "Der Heiligen Leben," in Verfasserlexikon 2 (1980/r981),
3:617-25.
Werner Williams-Krapp, "Der Heiligen Leben," in Literaturlexikon
(1990), 6:122-24.
Thomas Cramer, Geschichte der deutschen Literatur im spiiten Mittelalter
(Munich, 1990), 208-9.
24
Staats- und Stadtbibliothek Augsburg, 40 cod. H. 27 (before 1494),
folios 47r-89v.
Elke Ukena, Die deutschen Mirakelspiele des Spiitmittelalters (Bern, 1975),
2 :453-559.
Gerd Simon, Die erste deutsche Fastnachtsspieltradition (Lubeck, 1970),
20-22.
Heinrich Biermann, "Augsburger (siidbairisches) Heiligkreuzspiel," in
Verfasserlexikon 2 (197i1978), 1:528-30.
Bernd Neumann, "Augsburger Heiligkreuzspiel," in Literaturlexikon
(1988), 1:250-51.
25
ln Restitutionem S. Crucis. Ed. Agostini Pertusi, Giorgio di Pisidia,
Poemi I: Panegyrici Epici (Ettal, 1959), 225-30.
26
The original Greek text is not extant. A Georgian version has been
newly edited by Gerard Garitte in CSCO 203 = Scriptores Iberici 12 (1960); an
English translation of it (from an earlier edition) was provided by Frederick
C. Conybeare, "Antiochus Strategos' Account of the Sack of Jerusalem in
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This same author does specifically say that "the tree of the Cross" was
sealed in a chest; this would imply that what the Persians carried away
and Heraclius brought back was a piece of the Cross, not an entire
cross. Theophanes the Confessor (ca. 760-817) also reports merely
that Heraclius returned the wood of the Cross to Jerusalem; he says
nothing about Heraclius humbling himself before being admitted into
the city. 27
The story is also depicted frequently in ecclesiastical art, both in
Germany and elsewhere in Europe. We find it, for instance, in the
Cathedral of St. Blaise in Braunschweig, among the frescoes that take
up the east and south walls of the south transept (second quarter of
the thirteenth century); 28 in the Church of S. Croce in Florence,
among Agnoli Gaddi's frescoes in the Alberti-Alamanni Chapel
(ca. 1370);29 in two altar panels by the so-called Master of the Vision

A.D. 614," English Historical Review 25 (19ro): 502-17 at 516. Conybeare's
translation is also found in F. E. Peters, Jerusalem: The Holy City in the Eyes of
Chroniclers, Visitors, Pilgrims, and Prophets from the Days of Abraham to the
Beginnings ofModern Times (Princeton, 1985), 173-74.
27
Chronographia annus mundi 6120 [A.D. 62]!28] (ed. Carl de Boor I, 328;
misprint 6020. English translation by Harry Turtledove [Philadelphia, 1982],
30; now also by Cyril Mango and Roger Scott [n. 18], 459).
28
Johann-Christian Klamt, Die mittelalterlichen Monumentalmalereien im
Dom zu Braunschweig (Berlin, 1968), 155-67.
Stefan Bremske, Der HI. Kreuz-Zyklus in der ehemaligen Braunschweiger
Stiftskirche St. Blasius (Dom} (Braunschweig, 1988), 59-61 and ills. 52-55.

Johann-Christian Klamt, "Die mittelalterlichen Monumentalmalereien
in St. Blasius," in Bernd Schneidmuller, ed., Die Welfen und ihr Braunschweiger Hof im hohen Mittelalter (Wiesbaden, 1995), 29 1 335 at 308-9 and
ills. 8 and 16-1729Bruce Cole, Agnoli Gaddi (Oxford, 1977), 21-26, 79-81, and pls. 25-33.
Marilyn Aronberg Lavin, The Place of Narrative: Mural Decoration in
Italian Churches, 43I-I600 (Chicago, 1990), 99-ro3 with figs. 75-76, ro5-ro
with figs . 80-87, and pls. ro-n.
At nearby Volterra, in the Chapel of the Holy Cross, which is attached
to the Church of S. Francesco, another Florentine painter, Cenni di
Francesco di Ser Cenni, painted in 14ro a series of frescoes very similar to,
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of St. John (active in the middle of the fifteenth century) in the Westfalisches Landesmuseum in Munster; 30 and in the famous cycle of
frescoes Piero della Francesca completed in 1466 in the choir of the
Church of S. Francesco in Arezzo. 31 Given the proximity of Memmingen to Ulm, we must note yet another example, two painted panels on loan to the Museum of Ulm from Wolfegg Castle. These two
panels date from ca. 1440 and are attributed to the circle of Hans
Multscher in Ulm. Now cut into two but placed in their original configuration one above the other, they were once a single panel and
formed the inside right wing of an altar. While the upper panel depicts
the Verification of the Cross, we see in the lower panel a dismounted
and barefoot Heraclius, in penitent's dress but crowned, carrying a
cross, before a city gate (fig. 5). A reasonable assumption is that the
lost left wing showed the Invention of the Cross in the upper portion
and Heraclius being barred from entry into Jerusalem in the lower
not to say a copy of, Agnoli Gaddi's frescoes in Florence. On the Volterra
frescoes, see Susanne Pjleger, "La Cappela della Croce nella Chiesa di
S. Francesco di Volterra," Rassegna Volterrana 59-60 (1983-1984): 171-245 at
191 220 and figs. 4-ro; and Marilyn Aronberg Lavin [this n.], n4-17 with
figs. 91-95.
A small painting of Heraclius' Entry into Jerusalem, attributed to the
school of Agnoli Gaddi, is to be seen in the National Gallery, Prague.
Inv. no. 0 n884. See Sbirky Narodni Galerie v Praze, Sternbersky Palac,
Stare evropske umeni (Prague, 1988), 60 and 65, no. 52.
30
lnv. nos. 596 and 597 LM.
Stange, DMG [n. 2] (1952), p4-16 and ills. 16-19.
Stange, Kritisches Verzeichnis [n. 2] (1967), 1:54, no. 137.
31
The literature on Piero della Francesca is exceedingly rich. I shall limit
myself to some of the more recent books:
Carlo Bertelli, Piero della Francesca (London and New Haven, 1992),
J8-u4 with ills. 63-uo, and 186-91 with ills. r1-r8.
Marilyn Aronberg Lavin, Piero della Francesca (London and New York,
1992), 30-37 with figs. 42-51, and 74-103 with pls. 14-29.
Ronald Lightbown, Piero della Francesca (New York, London, and Paris,
1992), n8-77 with ills. 48-73Giulio Renzi, Piero della Francesca (Poggibonsi, 1996), 39-55.
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Courtesy of Ulm er Museum, Ulm

Fig. 5: Penitent Heraclius,
Altar panel attributed to the circle of Hans Multscher

portion. 32 In these five instances and in many others the story is presented in conjunction with the Invention and/or the Verification of
the Cross; that is, the return of the Cross to Jerusalem by Heraclius is
seen as a parallel to the Invention of the Cross by Helena.
An even more interesting association of Heraclius with Helena is
found once in the arts of Spain and once in the arts of Hungary. In
32

Kurt Gerstenberg, Hans Multscher (Leipzig, 1928), 91-94 and ills. 52-53.
Stange, DMG [n. 2] (1951), 4:1rn-n and ills. 163-64.
Stange, Kritisches Verzeichnis [n. 2] (1970), 2:122, no. 555.
Gerald Jasbar, "Ulmer Museum, Das Kunstwerk des Monats, Februar

1990."
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Spain Miguel Ximenez (Jimenez) and Martin Bernat painted an
impressive retable of the Holy Cross for the parish church of Blesa near
Montalban in Aragon ca. 1475 or 1476. Thirteen panels of this retable
are now displayed in the Museum of Fine Arts in Zaragoza (Saragossa);
they feature scenes of the Passion, culminating in a Last Judgment, as
well as scenes of the Invention and Exaltation of the Cross. 33 In one of
the latter, Heraclius, on horseback, carrying a huge cross, and nimbed,
is stopped by an angel before the walls of Jerusalem. Heraclius is
accompanied by Helena, whose identity is beyond question, as she
holds two of the holy nails in her hands. In another panel of the same
altar Heraclius and Helena, again with two nails in her hands, adore a
large cross held up by two angels. In Hungary an unnamed master
painted an altar of the Crucifixion for the Church of St. Egidius in
Bartfa ca. 1470-1490. In the outside of the two wings are the themes of
H eraclius and Helena in six panels (each wing is arranged in three
registers). In the middle register of the outside left wing Helena, easily
identified, joins Heraclius as he, crowned but in penitent's dress,
is about to carry the Cross into Jerusalem. 34 In neither case did a

Chandler Rathfon Post, A History of Spanish Painting (Cambridge,
M ass., 1947), 8:91- 97 with figs . 34-35.
Jose Gudiol i Ricart, Pintura Gotica (Madrid, 1955), 309-ro and fig. 269 .
Jose Camon Aznar, Pintura medieval Espanola (Madrid, 1966), 517 and
fig. 500.
Jose Manuel Escarraga, "El retablo de la Santa Cruz de la villa de Blesa,"
Seminario de Arte Aragoni sr3-15 (1968): 91-96 and (unnumbered) ill.
Jose Gudiol i Ricart, Pintura medieval en Aragon (Zaragoza, 1971), 63, 85,
and fig. 96.
Miguel Beltran Lloris and Belen Diaz de Rabago, Museo de Zaragoza:
Secciones de Arqueologia y Bellas Artes (Zaragoza, 1988), 158-60.
34
D enes Radocsay, A Kozipkori Magyarorszdg Tdblakipei [Panel Painting
of Mediaeval Hungary] (Budapest, 1955), 269 1 0, with earlier bibliography,
mostly in Hungarian, and pls. CXIV-CXV.
Alexander Fricky, Bardejov: Kulturne pamiatky (Bardejov, 1976), 49, no. 14.
But Bartfa is actually located now in eastern Slovakia; it is called Bardejov
in Slovak and Bartfeld in German (see Vladimir Hruby in Dictionary ofArt,
3:223-25).
33
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chronological distance of three centuries prevent Heraclius and Helena
from being placed in a single scene; a thematic link, the Holy Cross, is
all that was required.
A similar lack of concern for historicity may frequently be observed elsewhere in religious art. London's National Gallery, for
instance, holds an Annunciation that was painted by the Venetian
painter Carlo Crivelli in r476 and may serve to illustrate the point:
here the Archangel Gabriel is joined by St. Emidius (also Emigdius
or Emygdius), the legendary first bishop and patron saint of the town
of Ascoli (Ascoli Piceno in the Marches; the painting was made for a
convent in that town). 35 Another example is provided by the so-called
Master of the Altar of St. Bartholomew, who was active in Cologne at
the end of the fifteenth century: in the central panel of his Altar of
St. Thomas, now in the Wallraf-Richartz-Museum, Sts. Helena,
Jerome, Ambrose, and Mary Magdalene are witnesses to the encounter of St. Thomas with the risen Christ. 36 We shall see shortly
35

Adolfo Venturi, Storia dell'arte Italiana 7.3 (Milan, 1914), 383-87 with
fig. 294.
Raimond van Marle, The Development of the Italian Schools of Painting
(The Hague, 1936), 18J8-40 with fig. 27.
Thomas Craven, ed., A Treasury ofArt Masterpieces from the Renaissancf,,
to the Present Day (New York, 1939), 31.
Martin Davies, National Gallery Catalogues: The Earlier Italian Schools
(London, 1951), 123-24, no. 739.
Pietro Zampetti, Carlo Crivelli (Milan, 1961), 48-52, pls. XX-XXI, and
figs. 103-6.
Anna Pallucchini in National Gallery London (New York: Newsweek,
1969), 40.
George Kaftal, Saints in Italian Art: Iconography ofthe Saints in the Painting ofNorth East Italy (Florence, 1978), 293-94, no. 93, with fig. 348.
Jaroslav Pelikan, Mary through the Centuries: Her Place in the History of
Culture (New Haven and London, 1996), color pl. facing 85.
l6WRM, 179.
Karl von Rath, Der Meister des Bartholomii.usaltares (Bonn, 1941), 43-48,
124-25, and ill. 13.
Stange, DMG [n. 2] (1952), 5:67 and ill. 137.
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that Constantine and Helena may take their place at the feet of the
crucified Christ. The inclusion of donors, often with their families, in
the composition of altar paintings is, of course, quite common and not
in need of further demonstration.
But the theme of Heraclius is also found separately, as, for instance,
in three enamel plaques on the reverse side of a processional cross, a
work of Mosan art of the twelth century; 37 in a thirteenth-century
painted altar-frontal from Nedstryn (Nordfjord, Norway), now in the
Historical Museum of the University of Bergen; 38 or in the fourteenthcentury cycle of frescoes that decorate the village church of Fraurombach (in Hesse, near Schlitz). 39 But always the artists show Heraclius

Alfred Stange, Deutsche spatgotische Malerei r430-r500 (Konigstein im
Taunus, 1965), 57.
Stange, Kritisches Verzeichnis [n. 2] (1967), 1:85-86, no. 253.
Rainer Budde, Koln und seine Maler r300-r500 (Cologne, 1986), 142-47
and 258, no. 96; color pl. 29.
W allraf- Richartz-Museum, Vollstandiges Verzeichnis der Gemaldesammlung (Cologne and Milan, 1986), 59 and ill. 172a.
37
The components of this cross were scattered over six European collections and were assembled in 1977 for an exhibition in Stuttgart. (See Wurttembergisches Landesmuseum Stuttgart, Die Zeit der Staufer [Stuttgart,
1977], 1:414-17, no. 550; 2, ills. 343-49; and 5, ills. 126-27-)
38
Inv. No. MA r.
Andreas Lindblom, La peinture gothique en Suede et en Norwege (Stockholm, 1916), 50-54, with figs. ro-n and pls. 28-29.
New York Graphic Society, Norway: Paintings from the Stave Churches
(UNESCO World Art Series 5 [Greenwich, Conn., 1955], pl. XXXII).
Henrie v. Achen, senior curator, has been kind enough to provide additional information.
39
Stange, DMG [n. 2] (1934), 1:75-76.
Georg Dehio and Ernst Gall, Handbuch der deutschen Kunstdenkmaler:
Hessen, by Magnus Backes, 2d ed. (Munich and Berlin, 1982), 268.
Michael Curschmann, "Constantine-Heraclius: German Texts and Picture Cycles," in Marilyn Aronberg Lavin, ed., Piero def/a Francesca and His
Legacy, Studies in the History ofArt 48 (Washington, D.C.: National Gallery
of Art, 1995), 48-64.
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carrying an entire, large cross, not a part of a cross; this, of course,
makes a more dramatic scene. 40
The penitent Constantine from Kynzvart Castle, now in Prague
(fig. 3), invites comparison with the penitent Heraclius from Wolfegg
Castle, now in Ulm (fig. 5), which is from more than six decades earlier,
although the former faces right and the latter left (but both faced the
center of the altar) and although there are other differences in composition. Had Strigel perhaps seen this altar? The facts of geography
would not preclude it, especially since Strigel is known to have done a
fair amount of traveling.
The penitent Constantine from the Kynzvart Castle panel even
more closely resembles another, slightly later penitent Heraclius also
in the Ulm Museum: this one is found in a painted panel on the back
of the central shrine of a triptych from Hagnau (near Meersburg on
Lake Constance), painted in 1517 by two masters who identified themselves by their initials, HG and HHS respectively (fig. 6). The former
signed the back panel, the latter the outside of the right wing. 41 HG
has been convincingly identified as Hans Goldschmid, Strigel's sonin-law, who for a time was active in Strigel's shop and often imitated
Strigel's style. 42 The resemblance of the two figures in details of stance
and dress is so striking that in fact one has been mistaken for
other and the dependency of the one in Ulm on the one in Prague

tW

40

For additional exemplars, see Louis Reau, Iconographic de !'art chretien
3-2 (Paris, 1958), 639; esp. H. W. van Os in LCI 2:241-42.
1
• Marie Schuette, Der schwabische Schnitzaltar (Studien zur deutschen
Kunstgeschichte) (Strassburg, 1907), 212, not very accurate.
Gertrud Otto, Die Ulmer Plastik der Spatgotik (Reutlingen, 1927), 27r7s
with ill. 314.
Julius Baum, Fuhrer durch das Museum der Stadt Ulm (Ulm, 1930), 57.
Gerald Jasbar and Erwin Treu, eds., Ulmer Museum: Bildhauerei und
Malerei vom IJ. fahrhundert bis I6oo (Ulm, 1981), 196 and 200, cat. no. 129.
42
Giinther Bayer, Memmingen in historischen Bildern (Memmingen,
1983), 81.
Gunther Bayer, letter of December 30, 1997-

Courtesy of Ulmer Museum, Ulm

Fig. 6: Penitent Heraclius,
Back panel of the shrine of a triptych by the master HG and HHS
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becomes readily apparent. 43 Only one difficulty remains: Strigel's altar
was sent to Rome upon its completion. When and where did Goldschmid have opportunity to examine it? In the carved shrine of this
altar Constantine and Helena join Mary and John at the feet of the
crucified Christ, establishing a thematic link between the front and
the back of the altar.
In the last of the four panels from Kynzvart Castle (fig. 7) Constantine lies on his deathbed, still wearing his crown, his hands in
prayer. An angel shows him a cross, and a priest attends him. His
mother is at his side, weeping and wearing a crown awkwardly on top
of her headdress. We have another anachronism: there is no account,
ancient or medi::eval, which claims that Helena outlived her son. 44
Modern scholarly consensus, based on numismatical as well as literary
evidence, holds that Helena predeceased her son by at least seven
years. 45
In both the first and the fourth of the four Kynzvart panels Strigel
introduced a person extraneous to the event portrayed. In the case of
the first, there was a precedent for doing so; in the case of the fourth
there was not. In the second and third panel he ventured far beyond
that: here Constantine actually assumes a stance and a role normally
associated with Heraclius; that is, the two are conflated into a sint
Gertrud Otto (Bernhard Strigel [n. 2], 84, n. 31) erroneously identifies
the central figure as Constantine rather than Heraclius. Seeing a "literal repetition," she thinks that the painter must have known Strigel's panel. Edeltraud Rettich ("Bernhard Strigel: Erganzungen und Berichtigungen" [n. 2],
163) recognizes in Strigel's panel the "immediate model" for the panel from
Hagnau. Both Otto and Rettich credit Bruno Bushart with having first suggested the dependency of the one panel on the other.
44
Eusebius ( Vita Const. 3.46) says specifically that Constantine was at his
mother's side when she died. Altmann of Hautvillers, in the sixth chapter of
his vita of St. Helena [n. 7], imagines that Helena on her deathbed encouraged Constantine in the faith.
45
Richard Klein in RAC (1988), 14:358.
Barnes [n. 6], 36.
Drijvers [n. 4], 73.
Pohlsander, Helena [n. 4], 145-48.
43

Fig. T
Constantine on
His Deathbed,
Altar panel by
Bernhard Strige
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person. This is unique and quite unexpected, since Heraclius is
commonly associated with Helena, not with Constantine, except indirectly as he accompanies Helena. Furthermore, other ways of
depicting Constantine prevailed in the arts of Western Europe. Thus
sometimes we find Constantine and Helena flanking a cross, in the
manner so often encountered in the arts of Byzantium. 46 More common are narrative sequences that tell of Constantine's vision, his victory in the Battle of the Milvian Bridge, or his baptism. 47 The Emperor
Window in the choir of Nuremberg's Church of St. Lawrence gives
46

Examples from the eleventh to the early sixteenth century:
a. The so-called Altar of Gertrude, a small portable altar that was once
part of the famous Guelph Treasure and dates from ca. ro30-ro45; Cleveland
Museum of Art, CMA 31.462.
b. A book of pericopes from the Monastery of St. Erentrud in Salzburg,
dating from ca. n50, folio 58r; Bayerische Staatsbibliothek, Clm. 15.903.
c. An antiphonary from the Petersstift in Salzburg, dating from ca. n6o,
p. (not folio) 338; Osterreichische Nationalbibliothek, series nova 2700.
d. A fresco in the small Romanesque church of Santa Maria de Barbara
in Catalonia, dating from the thirteenth century.
e. A retable of St. Helena painted in the early fifteenth century by Jaime
Ferrer I; in the chapel of the hospital of Benabarre in Catalonia.
f. The main panel of an altar painted in 1501-1503 by Giovanni Batti:.La
Cima da Conegliano; Venice, S. Giovanni in Bragora.
47
Examples from the eleventh to the early sixteenth century:
a. Frescoes in the eleventh- or twelfth-century Church of San Severo in
Bardolino on the eastern shore of Lake Carda.
b. The decorative enamels of the left wing of the Stavelot Triptych,
dating from the middle of the twelfth century; New York City, Pierpont
Morgan Library.
c. A triptych, dating from ca. 1170-n80, in the treasury of the Church of
Notre Dame in Tongres (Tongeren), Belgium.
d. Two panels of the left wing of an altar of the Holy Cross, attributed
to Pere Nicolau and dated to ca. 1405-1407; Museum of Fine Arts, Valencia,
mv. no. 254.
e. An altar of St. Helena in the Church of St. Michael at Estella in
Navarre, the work of an unknown artist and dating from the first quarter of
the fifteenth century.
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one scene in which Constantine victoriously enters the city of Rome
after his victory, but he is not carrying a cross. 48 A manuscript illumination of the final years of the fifteenth century shows Constantine
carrying a part of the True Cross to Constantinople, which is a different matter altogether. 49 Together the four extant panels of Strigel's altar
tell us that it served an ideological as well as a religious program. The
Cross provides a unifying religious theme, but Constantine provides
a unifying ideological theme.
It has been observed that "putting himself in the place of his
imperial forebears strengthened Maximilian's self-esteem."50 Also that
f. The famous frescoes completed in 1466 by Piero della Francesca in
the choir of the Church of S. Francesco in fuezzo.
g. The Emperor Window of the lower story of the choir of Nuremberg's Church of St. Lawrence, donated by Emperor Frederick III and dating
from 1476-1477.
h. The central panel of an altar from the workshop of the Master of
Liesborn, from the last third of the fifteenth century; Landesmuseum Munster, inv. no. 1293 LM.
i. Two of four bronze relief tablets remaining from an altar of the Holy
Cross created ca. 1506-1507, or perhaps shortly after 1516, by Andrea Briosco
(called Andrea Riccio) for the former Church of Santa Maria dei Servi in
Venice; Venice, Ca' Doro, D.-br. 181 and 182.
j. Frescoes, created by Italian painters in 1508-1516, in the Chapel of the
Holy Cross of the cathedral of Albi in Languedoc.
k. A retable, perhaps from the beginning of the sixteenth century, now
in the north transept of the cathedral of Leon.
48
[See n. 47g.]
Gottfried Frenzel, Die Farbvergfasung aus St. Lorenz, Nurnberg (Augsburg, 1968), 31 and 39-42.
Eva Ulrich, Studien zur Nurnberger Gfasmaferei des ausgehenden I5.
Jahrhunderts (Erlangen, 1979), 14-30.
49
Breviary of Rene II of Lorraine (1473-1508), Paris, Bibfiotheque du Petit
Palais. Ms. 42, folio 33or.
Victor Leroquais, Les breviaires manuscrits des bibliotheques publiques de
France (Paris, 1934), 3:439-40 and pl. CXXX.
50
•
Peter Diederichs, Kaiser Maximilian I. afs politischer Pubfizist (Dissertation Heidelberg, 193 2 ), 79.
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he "desired to be at the center of his predecessors in the imperial
office, the ancient Roman emperors as well as the German emperors,"51 that he employed art in the service of his political aims, 52
and that he aimed not at the establishment of a German national
state, but at the restoration of the Roman empire, which he thought
God himself had entrusted to the German nation.53 It can be shown
that the imperial ideology of the aetas Maximileana readily employed
the traditions of ancient Rome:
On Maximilian's coins we find such formulae as Romanorum
Rex semper Augustus and Romanorum Imperator semper Augustus. 54 In
51

Wiesfl.ecker, Kaiser Maximilian I. [n. 14] (1975), 2:416.
Similarly Heinrich Lutz, Konrad Peutinger: Beitrage zu einer politischen
Biographie (Augsburg, 1958), 128-29.
5
2Wiesfl.ecker, Kaiser Maximilian I. [n. 14] (1986), s:374.
11
Heinrich Fichtenau, "Reich und Dynastie im politischen Denken
Maximilians I.," in Osterreich und Europa: Festgabe fur Hugo Hantsch zum 70.
Geburtstag (Graz, Vienna, and Cologne, 1965), 39-48 at 44-45.
Josef Bellot, "Konrad Peutinger und die ki.instlerisch-literarischen
Unternehmungen Kaiser Maximilians," Philobiblon II (1967): 171-90 at 175.
Hermann Wiesflecker, "Kaiser Maximilian I.: Seine Personlichkeit und
Politik," in Cat. Innsbruck 1969, Beitrage 1-32 at 13-14.
Hermann Wiesflecker, Kaiser Maximilian I. [n. 14] (1981), 4:495-96
(1986), 5:620.
Maximilian's ideas were quite in keeping with the mediaeval concept of
translatio or renovatio imperii. The German version of this concept was not necessarily shared outside of Germany. (See Heinrich Ritter von Srbik, Geist und
Geschichte des deutschen Humanismus bis zur Gegenwart [Munich and Salzburg,
1950], 1:56-57, and Alexander Demandt, Der Fall Roms [Munich, 1984], 97.)
54
Maximilian did not assume the title of emperor until 1508; hence the
former formula was in use before 1508, the latter from 1508 on.
On Maximilian's coins and medals see the following:
Cat. Vienna 1959, pp. 231-37, nos . 625-66, and pls. 94-95.
Cat. Innsbruck 1969, pp. 77-81, nos. 305-17, and ills. 54-57Helmut Jungwirth, "Miinzen und Medaillen Maximilians I.," in Cat.
Innsbruck 1969, Beitrage 65-72.
Rudolf Buchner, Maximilian I.: Kaiser an der Zeitenwende, 2d ed.
(Gottingen, 1970), pl. r.
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the several portraits of him by Albrecht Durer, Maximilian is styled
Imperator Caesar Divus Maximilianus Pius Felix Augustus, Potentissimus
Maximus et Invictissimus Caesar Maximilianus, or "Der Allergrossmechtigist Unuberwindlichst Khayser Maximilian." 55 In the first
of these three formulae we surely have an echo of Roman imperial
coin legends. 56 Hans Burgkmair, in his portraits, calls the emperor

Erich Egg, Die Munzen Kaiser Maximilians I. (Innsbruck, 1971),
passim.
Gunther Probszt, Osterreichische Munz- und Geldgeschichte von den
Anfangen bis I9I8 (Vienna, Cologne, and Graz, 1973), 371-88.
Wiesflecker, Kaiser Maximilian I. [n. 14] (1986), 5:605-n.
55
Baldass [n. 14], pl. 19.
Erwin Panofsky, Albrecht Durer (Princeton, 1945), 2, fig. 229.
Cat. Vienna 1959, p. 129, no. 419.
Vinzenz Oberhammer, Great Paintings from the Kunsthistorisches Museum,
Vienna (New York, 1963), pl. 18.
Willi Kurth, ed., The Complete Woodcuts of Albrecht Dii.rer (New York,
1963), no. 318.
Heinrich Theodor Musper, Der Ho/zschnitt in fun/ ]ahrhunderten
(Stuttgart, 1964), 145.
Heinrich Theodor Musper, Albrecht Durer (New York, 1966), 120-21.
Fedja Anzelewsky, Albrecht Durer: Das malerische Werk (Berlin, 1971),
250-54 and ills. 169 and 171.
W alter L. Strauss, Albrecht Durer: Woodcuts and Wood Blocks (New York,
1980 ), 543-47.
Werner Schade in Kunst der Reformationszeit (exhibition catalogue
Berlin, 1983), 166, 168, and 200.
56
So rightly Vinzenz Oberhammer, "Die vier Bildnisse Kaiser Maximilians I. von Albrecht Durer," Alte und moderne Kunst 14 (1969): 2-14
at

7-

T he same formula was applied to Maximilian posthumously in a woodc~t by Hans Springinklee; in this woodcut we see the emperor with
his patron saints before God the Father. (See Baldass [n. 14], pl. roo;
Cat. Vienna 1959, p. 135, no. 436, and pl. 64; Cat. Innsbruck 1969, pp. 67-68,
no. 265; and Wiesflecker, Kaiser Maximilian I. [n. 14], 5 [1986], ill. 33 facing
P-401.)
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Imp. Caes. Maximil. Aug. 57 The original plans for Maximilian's tomb
(actually a cenotaph) in the Hofkirche of Innsbruck included bronze
portrait busts of thirty-four Roman emperors . Although these were
never placed in their intended location, they reflect the emperor's sentiments and desires. 58 There is room for a series of Roman emperors
57

Baldass [n. 14], 24 and pls. 14 and 59.
Arthur Burkhard, Hans Burgkmair d. A: (Berlin, 1932), cat. no. 14 and
pl. XII.
Arthur Burkhard, "Hans Burgkmair's Work for Emperor Maximilian I,"
Harvard Studies and Notes in Philology and Literature 15 (1933): 127-46 at
131-32 and pl. r.
Cat. Vienna 1959, p. 125, nos. 404 and 406, and pls. 56-57.
Musper, Der Holzschnitt [n. 55], 177.
Tilman Frank, Hans Burgkmair: Studien zu Leben und Werk des Augsburger
Maiers (Munich, 1968), 71 and ills. 43 and 44.
Egg, Munzen [n. 54], 59 ·
Cat. Innsbruck 1969, pp. 48-49, no. 184, and ill. 27Tilman Falk and Rolf Biedermann, Hans Burgkmair: Das graphische
Werk (Stuttgart, 1973), ills. 26-27 and cat. nos. 22a-22c.
Schramm and Fillitz [n. 14], nos. 161-62.
58
Vinzenz Oberhammer, Die Bronzestandbilder des Maximiliangrabmals
in der Hofairche zu Innsbruck (Innsbruck, 1935), 22-23.
Heinrich Hammer, Kunstgeschichte der Stadt Innsbruck (Innsbruck, 1952),
109-ro, n3, and 133-34.
Hans R. Weihrauch, "Studien zur suddeutschen Bronzeplastik," Munchner ]b. der bildenden Kunst 3-4 (1952-1953): 199-219 at 204-12.
Karl Ottinger, "Die Grabmahlkonzeptionen Kaiser Maximilians," Zeitschrift des Deutschen Vereins for Kunstwissenschaft 19 (1965): 170-84 at 172 and
ill. 4.
Bellot [n. 53], 175-76.
Cat. Innsbruck 1969, p. 161, no. 594, and ill. 133.
Vinzenz Oberhammer, "Das Grabmal des Kaisers," in Cat. Innsbruck
1969, Beitrage 101 12 at ro1 8 and m.
Hugo Hantsch, Die Geschichte Osterreichs I, 5th ed. (Graz, Vienna, and
Cologne, 1969), 219-20.
Buchner [n. 54], 99-roo.
Erich Egg, Kunst in Tirol (Innsbruck, Vienna, and Munich, 1970), 334-35.
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also in that monumental construct of 192 wood blocks that make up
M aximilian's triumphal arch or "Ehrenpforte." The series, while
incomplete, begins with Julius Caesar, includes some of the Byzantine
emperors, leads by way of Charlemagne to the emperors of the Holy
Roman Empire, and ends with Emperor Sigismund, suggesting an
unbroken tradition. 59
The renowned Humanist scholar Konrad Peutinger of Augsburg,
who served Maximilian well in many capacities, at Maximilian's
request planned, but never completed, a monumental "Kaiserbuch"
( Vitae lmperatorum, consisting of two parts, the Liber Augusta/is and

Erich Egg, Die Hofairche in Innsbruck (Innsbruck, Vienna, and Munich,
1974), 52-53 and pls. ro6-12.
A lfred A uer in Die Kunstkammer, Fuhrer durch das Kunsthistorische
Museum, Sammlungen SchlefJAmbras (Innsbruck, 1977), Kat.-Nr. 453-72.
Schramm and Fillitz [n. 14], no. 185.
Wiesfl.ecker, Kaiser Maximilian I [n. 14] (1981), 4:432-38 and 492.
Jorg O berhaidacher, "Ein 'unbekanntes' Werk des Jorg Muskat," Wiener
Jb.f Kunstgesch. 36 (1983), 213-20.
Karl Schmid, '"Andacht und Stift': Zur Grabmalplanung Kaiser Maximilians I.," in Memoria: Der geschichtliche Zeugniswert des liturgischen
Gedenkens im Mittelalter, ed. Karl Schmid and Joachim Wollash (Munich, 1984),
75o-71 at 751.
Of the thirty-four busts only twenty-one are extant; twenty of these are
now in Castle Ambras, Innsbruck, and one is in the Bayerisches Nationalmuseum Munchen.
59
Kurth [n. 55], 33-34 and ills. 273-92.
Egg, D ie Hofairche [n. 58], 52.
Strauss [n. 55], 500-507.
Wiesfl.ecker, Kaiser Maximilian I. [n. 14] (1981), 4:184.
Patrick Werkner, "Der Wappenturm Kaiser Maximilians I. in Innsbruck," Wiener Jb.f Kunstgesch. 34 (1981): ro2-13 at ro4-5 and pl. 60.
Jan-Dirk M iiller, Gedechtnus: Literatur und Hofgesellschaft um Maximilian I
(Munich, 1982), 154 .
Jeffrey Chipps Smith, Nuremberg: A Renaissance City,
I983), II2-13.

I500-I6I8

(Austin,

Werner Schade, in Kunst der Reformationszeit [n. 55], 156-57 and 199.
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the De Caesaribus), which was to demonstrate the continuity of Roman
imperial rule from Julius Caesar to Maximilian and was to be illustrated with woodcuts by Hans Burgkmair. 60 Another contemporary,
Sebastian Brant, a native of Strassburg and best known as the author
of Das Narrenschijf, wrote several poems, in Latin elegiac couplets, in
praise of Maximilian. In one of these he claims that Maximilian
excelled in virtue over Constantine, Justinian, and Charlemagne,
among others. 61 Another poet, Johannes Michael Nagonius or Johann

60

Srbik [n. 53], 59-60.
Rudolf Pfeiffer, "Konrad Peutinger und die humanistische Welt," in
Hermann Rinn, ed., Augusta 955-I955: Forschungen und Studien zur Kulturund Wirtschaftsgeschichte Augsburgs (Augsburg, 1955), 179-86 at 185-86.
Beatrice R. Reynolds, "Latin Historiography: A Survey 1400-1600," in
Studies in the Renaissance, ed. M. A. Shaaber (New York, 1955), 2:r66 at 34.
Lutz [n. 51], 43 and 143.
Bellott [n. 53], 173Roy Pascal, German Literature in the Sixteenth and Seventeenth Centuries
(London, 1968), 219.
Falk [n. 57], 45-47 and ill. 2r.
Cat. Innsbruck 1969, p. 99, no. 373.
Hans Rupprich, Die deutsche Literatur vom spaten Mittelalter bis zu.
Barack 1 = Geschichte der deutschen Literatur von den Anfangen bis zur Gegenwart, ed. Helmut de Boor and Richard Newald, 4.1 (Munich, 1970), 670 1 1.
Falk and Biedermann [n. 57], ill. 95 and cat. no. 77Jan-Dirk Muller [n. 59], 87.
Joachim G. Boeckh et al., Geschichte der deutschen Literatur von I480 bis
I6oo = Geschichte der deutschen Literatur von den Anfangen bis zur Gegenwart,
ed. Klaus Gysi et al., 3d ed. (Berlin, 1983), 4:130.
Wiesflecker, Kaiser Maximilian I. [n. 14] (1986), 5:355 and 366.
Cramer [n. 23], 396.
Hartmut Kugler in Literaturlexikon (1991), 9:136-37.
61
Friedrich Zarnke, ed., Sebastian Brant's Narrenschijf (1854; reprint,
Hildesheim, 1961), 197, no. 14.
Brant and Maximilian admired each other. See the following:
Richard Newald, Elsassische Charakterkopft aus dem Zeitalter des Humanismus (Kolmar, 1944), 106.
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Michael Pingonius, dedicated a collection of Latin poems to Maximilian, whom he addresses as Caesar semper Augustus Invictissimus or
Caesar semper Augustus Imperator Electus Invictissimus. A full-page illumination in this codex depicts a young Maximilian seated on a throne
under a baldachin marked with the letters S. P. Q R. 62 Johannes Cuspinian, distinguished Humanist, rector of the University of Vienna,
and diplomat in Maximilian's service, wrote a historical study titled
De Caesaribus atque Imperatoribus Romanis, which also sees in Maximilian the heir to the Caesars. 63

Edwin H. Zeydel, Sebastian Brant (New York, 1967), 55-56, 69,120, and
128.

Pascal [n. 60 ], 179.
Dieter Wutke, "Sebastian Brant und Maximilian I.: Eine Studie zu
Brants Donnerstein-Flugblatt des Jahres 1492," in Otto Herding and Robert
Stupperich, eds., Die Humanisten in ihrer politischen und soziafen Umweft
(Boppard, 1976), 141-76 at 159 and 163.
Manfred Lemmer, "Brant, Sebastian," in Verfasserfexikon 1 (1977),
1:992-roo5 at 996.
Klaus Manger, Das "Narrenschiff": Entstehung, Wirkung und Deutung
(Darmstadt, 1983), 13.
Boeckh et al. [n. 60], 212.
Norbert H. Ott, "Brant, Sebastian," in Literaturfexikon (1989), 2:162-65
at 162.
62
Vienna, Osterreichische Nationalbibliothek, Cod. 12750, fol. 4v.
Friedrich Winkler, Die jlamische Buchmaferei des XV. und XVI. ]ahrhunderts
(Leipzig, 1925), 207 and pl. 73.
Francis Wormald, "An Italian Poet at the Court of Henry VII," Journal
ofthe Warburg and Courtaufd Institutes 4 (1951): u8-19.
Cat. Vienna 1952, no. 220.
Cat. Vienna 1959, p. 49, no. 156, and pl. 28.
Cat. Innsbruck 1969, p. ro3, no. 391.
Schramm and Fillitz [n. 14], no. 132.
The nationality of this poet and his name are subject to question.
63
Posthumous ed. princeps Strai?,burg 1540; later ed. Basel 1561 and
Frankfurt 1601.
Srbik [n. 53], 63.
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Still another contemporary, Hartmann Schedel, a physician in
Nuremberg, compiled a universal history from Adam to Maximilian. 64
Schedel was not in Maximilian's service, but he may have had contact
with Maximilian during the latter's prolongued stay in Nuremberg in
1491. He was in any event an enthusiastic supporter of Maximilian, as
were all the German Humanists. While his work lacked originality he
did voice the opinion that the German empire derived from Roman
sources. In this he followed one of his major sources, the writings of
the Italian Humanist Enea Silvio de Piccolomini, who for many years
had been an advisor to Maximilian's father and eventually ascended
the papal throne as Pius II (1457-1464). 65
Reynolds [n. 60], 35.
Lutz [n. 60], 143.
Cramer [n. 23], 415.
Ankwicz-Kleehoven [n. 14], 2691 9 and 298-300.
Demandt [n. 53], 108.
On Strigel's painting of Cuspinian and his family, see Demandt, 190-96
and pl. facing p. 200.
There are also fine portraits of Cuspinian and of his wife Anna by Lucas
Cranach the Elder.
64
The Latin version, Liber Chronicarum, and a German translation by
Georg Alt, Buch der Chroniken, both were printed in 1493 (in July and Decewber respectively) by Anton Koberger in Nuremberg and are often referred to as
the "Nurnberger Chronik." For these and later editions, see Elisabeth Rucker,
Hartmann Schedels Weltchronik (Munich, 1988), 117. Both the Latin and the
German version are valuable less for their text than for the 1809 woodcuts that
accompany the text, especially the panoramic views of many cities.
65
Reynolds [n. 60], 33.
Rupprich [n. 60], 664.
Ludwig Grote and Dieter Wuttke, "Kaiser Maximilian in der Schedelschen W eltchronik," Mitteilungen des Vereins fur Geschichte der Stadt Nurnberg
62 (1975): 60-83, esp. 61, 72, and 73.
Boeckh et al., [n. 60], 168.
Wiesfl.ecker, Kaiser Maximilian I [n. 14] (1986), s:365.
Karl-Heinz Burmeister in Literaturlexikon (1991), 10:169-70.
Beatrice Hernad and F. J. Worstbrock in Veifasserlexikon 2 (1992), 8:6o9-21.
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In the case of the four altar panels here under discussion, it
appears that Strigel's imperial patron wished, more specifically, to
enhance the stature of one of the emperors, namely Constantine, even
at the expense of historical veracity, and himself to be seen in the
same tradition with him. 66 Had he been an emperor of Byzantium
he might have been formally hailed as "a new Constantine." 67 He was
in fact "from infancy ... looked upon as a 'new Constantine' who
would save Christendom from Islam." 68 His mother, Eleonore of
Portugal, had wanted to name him Constantine; instead he was
named after the rather obscure Saint Maximilian, 69 to whom his
father, Frederick III, felt beholden. 70 It may also be pertinent in this
context that Maximilian had a sister named Helena, who died in

66

0tto, "Ein Altar Bernhard Strigels" [n. 2], 6.
Pesina, Alt-deutsche Meister or German Painting [n. 2], no. 32.
Otto, Bernhard Strigel [n. 2], 32.
67
Eugen Ewig, "Das Bild Constantins des Grossen im abendlandischen
Mittelalter," Historisches ]ahrbuch der Goerres-Gesellschaft 75 (1955): 1-46 at 6
and 8-9.
Alexander P. Kazhdan, "Constantin imaginaire," Byzantion 57 (1987):
196-250 at 246.
Paul Magdalino in the introduction to Paul Magdalino, ed., New Constantines: The Rhythm of Imperial Renewal in Byzantium, Fourth-Thirteenth
Centuries (London, 1994), 3-4.
68
Hermann Wiesflecker, "Kaiser Maximilian I.: Seine Personlichkeit und
Politik," in Cat. Innsbruck 1969, Beitrage 1-32 at 3.
Jackson J. Spielvogel, "Maximilian I (1459-1519)," in Jonathan W. Zophy,
ed., The Holy Roman Empire: A Dictionary Handbook (Westport, Conn., and
London, 1980), 31r17 at 313.
69
According to unreliable tradition this Maximilian was bishop of Lorch
(now Enns) in Upper Austria and was martyred in 284. He became one of
the patron saints of Passau.
70
Heinrich Fichtenau, Der Junge Maximilian (1459-1482), 2d ed. (Vienna,
1965), 8.
Buchner [n. 54], 8.
Wiesflecker, Kaiser Maximilian I. [n. 14] (1971), 1:66.
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infancy. 71 Constantine is among the emperors whose images are found
in Maximilian's "Ehrenpforte," but he receives no more attention than
the other emperors. We may assume, but do not know for a fact, that
a bust of Constantine was among the thirty-four imperial portrait
busts that were to adorn Maximilian's tomb; it is not among those we
possess today.
We do not know, of course, to what extent Strigel was bound to
follow specific instructions and to what extent he was free to develop
his own ideas. In general, it has been observed that Maximilian "left
his artists little room to display their own genius, since they were
required to accommodate his personal desires." 72 Given his own keen
interest in history, literature, the arts, and the cultivation of his
"Gedechtnus," this is not surprising. In one of the woodcuts Hans
Burgkmair contributed to Maximilian's autobiographical Weifikunig,
the young "Weiikunig" is seen visiting an artist, namely Burgkmair
himself, in his studio. 73 The subscription is revealing: "Den lust und
die geschicklicheit so er in angebung des gemelds gehabt und bei
71

Fichtenau, DerJunge Maximilian [n. 70], ro .
Wiesflecker, Kaiser Maximilian I. [n. 14] (1971), 1:66.
Gerhard Benecke, Maximilian I (1459-1519) (London, 1982), 25.
72
Hantsch [n. 58], 218.
t.
Similarly the following:
Baldass [n. 14], ro, 12, and 20.
Burkhard, "Hans Burgkmair's Work" [n. 57], 136.
Buchner [n. 54], 56.
Elisabeth Scheicher, Die Kunst- und Wunderkammern der Habsburger
(Vienna, Munich, and Zurich, 1979), 57.
Karl Schmid [n. 58].
73
Baldass [n.14], pl. 66 .
Burkhard, Hans Burgkmair d. .,{ [n. 57], cat. no. 125 and pl. XLV.
Kaiser Maximilians Weiflkunig, ed . Heinrich Theodor Musper et al.
(Stuttgart, 1956), 1:101 8, no. 30, and pl. V; vol. 2, pl. 30; list of subscriptions
at the end of both volumes.
Bellot [n. 53], 185-86.
Falk and Biedermann [n. 57], ills. 156-59 and cat. nos. 183-84.
Scheicher [n. 72], 54.
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seinen ingeni die pesserung desselben." 74 On one occasion Maximilian
carefully examined the designs for his "Ehrenpforte" and voiced his
displeasure. 75 He gave critical editorial attention, not surprisingly, to
Joseph G runpeck's Historia Friderici et Maximiliani. 76 In our case the
altar M aximilian commissioned was not only a gift-it also served to
remind a reluctant Pope Julius of the legitimacy of Maximilian's claims.
The instructions given to Strigel, therefore, were probably rather
specific as to theme and subject. Pope Julius must have understood
Maximilian's message; certainly he chose in Rome's Basilica of S. Paolo
fuori le mura, a Constantinian foundation, a very appropriate location
for M aximilian's gift.
It is to be noted also that Maximilian was not the only European
monarch of the sixteenth century to invoke Constantine in an effort
to legitimatize or enhance his rule. Henry VIII of England did so,
exploiting at the same time the legend of the British birth of Constantine's mother, Helena. 77 The idea was utilized during the reigns of
74

0 sterreichische Nationalbibliothek Wien, Cod. 3033.
Strauss [n. 55], 500-502.
76
0tto Benesch and Erwin M. Auer, Die Historia Friderici et Maximiliani
(Berlin, 1957), 25-26.
On Griinpeck and his Historia, see further:
Cat. Vienna 1959, pp. n5-17, no. 378.
Muller, Gedechtnus [n. 59], 58.
Wiesflecker, Kaiser Maximilian I [n. 14] (1986), 5:366-67.
Heinz Wittenbrink in Literaturlexikon (1989), 4:395.
77
Richard Koebner, "'The Imperial Crown of This Realm:' Henry VIII,
Constantine and Polydore Vergil," BIHR 26 (1953): 29-52.
J. J. Scarisbrick, Henry VIII (Berkeley, 1968), 271-73, 314, 388, 389, and 392.
Alistair Fox and John Guy, Reassessing the Henrician Age: Humanism,
RF·
0
itics and R eform r500-r550 (Oxford, 1986), 171.
John Guy, Tudor England (Oxford, 1988), m, 129, and 370.
The tradition of a British Helena begins with Aldhelm in the seventh
;entury and was employed by Polydore Vergil in his Anglica Historia; it is
~u ncl in the works of William Camden, Edmund Spenser, and Richard
P
It must be rejected in its entirety. For a more detailed account, see
o sander, H elena [n. 4], 62-69.
75

:uyt.
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Edward VI and Elizabeth I as well. 78 Many years earlier, in 1513, 1516,
and again in 1517, Maximilian had offered the crown of the Holy
Roman Empire to Henry, who declined the offer but upon Maximilian's death in 1519 became an only half-serious and unsuccessful candidate for election to the office. 79
Yet another aspect of Strigel's four panels has, to my knowledge,
never been examined: the Latin banderoles which are found at the
bottom of the composition in each panel. Their content, poetic form,
and grammatical features merit further examination.
These banderoles obviously are meant to help us in understanding
the painting. They appear to have been part of the composition from
the beginning, not added as an afterthought. They also provide convincing proof, if proof be necessary, that the four panels are part of
the same altar and the same program. The banderole of the first panel
partakes of the anti-Jewish bias that underlies the legend of the True
Cross. 80 In the case of the second and third panel the banderoles keep
us from reversing their order and from identifying the emperor as
Heraclius; they do not, unfortunately, identify the locale of the two
scenes. The banderole of the second panel is syntactically a continuation of that of the first panel, while the banderole of the third panel

78

Guy [n. 77], 372.
LP 2, nos. 1902, 1923, and 1931.
Heinrich Ulmann, Kaiser Maximilian I. au/ urkund!icher Grund/age
dargestel!t (Stuttgart, 1884-1891; reprint Vienna, 1967), 2:494 and 694-95.
John Bowle, Henry VIII- A Biography (Boston, 1964), 89 and 95.
Scarisbrick, [n. 77], 97-99.
Buchner, [n. 54], 96-97Lacey Baldwin Smith, Henry VIII- The Mask of Royalty (London, 1971),
79

155·

Wiesjlecker, Kaiser Maximilian I. [n. 14] (1981), 4:128, 131, 378, and 459·
Jasper Ridley, Henry VIII (London, 1984), 96 and rr3-14.
80
Stefan Heid, "Der Ursprung der Helenalegende im Pilgerbetrieb
Jerusalems," JbAC 32 (1989): 41-71 at 64.
Drijvers [n. 4], 165, 177-79, and 187-88.
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is thematically linked to that of the second panel. The banderole
of the fourth panel simply reinforces the message of the painting:
Constantine, at the moment of death, has found favor with God.
Each banderole is written in three lines, but in each line a diaeresis
is observed in the middle, permitting us to adopt a scheme of six halflines instead.
First panel:
r. Iudas Iscarioth 81 prodebat
2.

Christum cruci; affigebat

Judas Iscariot betrayed
Christ to the cross; he gave him

3. perfide pacis osculum.

treacherously a kiss of peace.

4. Iudas Simeonis natus

Judas son of Simeon,

5. per Helenam castigatus
6. crucis ostendit loculum.

when pressed by Helena,
revealed the location of the cross

Second panel:
r. Olia inventa sancta cruce

2.

Constantinus clara luce

3. earn imponit humeris.
4. Nudo pede gradiendo 82
5. mortem Christi et81 deflendo

When this holy cross had been
found
Constantine, in broad daylight,
placed it on his shoulders.
Walking barefoot
and lamenting the death of
Christ,

6. portis propinquat humilis.

he humbly approached the gates.

81

This is to be read as a word of three rather than four syllables.
2The gerund in the ablative case has the force of a participle. See the
following:
9

Albert Blaise, A Handbook of Christian Latin: Style, Morphology, and
~yntax, translated from the French edition of 1955 by Grant C. Roti (Washington, D.C., 1994), pars. 341 and 343.
A. G. Rigg in F. A. C. Mantello and A. G. Rigg, Medieval Latin: An
Introduction and Bibliographical Guide (Washington, D.C., 1996), 85.
93
0n the hiatus, see Rigg in Mantello and Rigg [n. 82], ro8.
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Third panel:
r. Equo sedens militari
2.

Riding on a warhorse,
he accepted the faith to glory

fidem cepit gloriari84

3. vexillo regis providi.

in the standard of a prudent
king.

4. Qyo potestas est destructa

By it was destroyed and lamented

5. et armati fortis lucta

the power of the armed and
mighty

85

6. saluti nostre perfidi.

86

infidel, for our salvation. (?)

Fourth panel:
r. Constantino moriente
2.

defert angelus repente

When Constantine was dying
an angel suddenly showed him

3. crucis Christi signaculum,

the sign of Christ's cross,

4. ut malignos tune terreret

so that he might now frighten
the evil ones

5. et post ipse possideret
6. eternum tabernaculum.

and later might himself possess
an eternal home.

A rhyming pattern of aabccb becomes apparent, and rhyme is
seen to be assonance of the last two or, sometimes, three syllables.87 In
the second banderole a final long syllable in line 3 is rhymed with a
final short syllable in line 6. 88 Assonance is achieved more often than
not by employing matching grammatical forms.

84

On the use of the infinitive in lieu of ad with the gerund, see Blaise
[n. 82], par. 328.
85
On the dative of interest, see Blaise [n. 82], par. 99.
86
The reference is clearly to the emperor Maxentius.
87
Rhyme in medireval Latin poetry may be monosyllabic, disyllabic, or
trisyllabic (see Dag Norberg, Les vers latins iambiques et trochaiques au moyen
age et leurs repliques rythmiques [Stockholm, 1988], 59-63).
88
On the practice of rhyming long and short vowels, see Rigg in Mantello
and Rigg [n. 82], 8r.
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But the poetic effect does not depend on rhyme only. Each
banderole consists of six short lines of rhythmical rather than quantitative verse, that is, of verse based on the stress accent of prose speech
rather than on syllabic quantity as in Latin poetry of the classical
period. Lines r, 2, 4, and 5 are "paroxytonic," that is, end in ~v, while
lines 3 and 6 are "proparoxytonic," that is, end in ~vv.89 Lines r, 2, 4,
and 5 each consist of four trochaic feet, while lines 3 and 6, already
different from the other lines in being "proparo:xytonic," have only
three accents each. 90 The end of line 3 thus marks the midpoint of the
poem; this is observed by a major syntactical division as well. To
achieve the desired rhythm the poet may take a liberty with normal
word order. Thus, in line 3 of the second banderole, we find mortem
Christi et instead of et mortem Christi. And in the second half of the
third banderole the unconventional word order certainly is a source of
difficulty.
A very essential aspect of the rhythmical verse is that the number
of syllables be strictly controlled. We count eight syllables in each of
the six lines. 91 Additionally, our poet aimed at having the same number of words, three, in each line. 92 He succeeded perfectly in the first
banderole but settled for minor departures in the other three.
89

Rigg in Mantello and Rigg [n. 82], 108-9.
Lines 3 and 6 show some variation of rhythm, while lines 1, 2, 4, and 5
do not.
9
'On "imitation du nombre de syllables," see Dag Norberg, Introduction a
l'itude de la versification latine midiivale (Stockholm, 1958), 124-31.
Elsewhere in medireval trochaic verse one often finds a combination of
two eight-syllable lines with one seven-syllable line, resulting in the so-called
Victorine Sequence (after Adam of St. Victor, twelfth century):
Max Manitius, Geschichte der lateinischen Literatur des Mittelalters
(Handbuch der Altertumswissenschaft 9.2.1-3; Munich, 19u-1931), 3:1003.
Norberg, Introduction [this n.], 173Norberg, Les vers latins [n. 87], m-12.
Rigg in Mantello and Rigg [n. 82], 108.
92
On "imitation du nombre de mots," see Norberg, Introduction [n. 91],
90

131-33.
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The pattern for the four banderoles thus is the following:
I

I

I

I

I

I

I

-v-v-v-v

a

8p (8 syllables, paroxytonic)

a

8p

3. -vv-v-vv

b

8pp (8 syllables, proparoxytonic)

I
I
I
or v-v-v-vv

(third banderole)

I
I
I
or -vvv-vv
4. ..!..y..!..y..!..y..!..y

(fourth banderole)
C

8p

5. ..!..y..!..y..!..y..!..y

C

8p

6. v..!..v..!..v..!..vv

b

8p

I.

I

2. -v-v-v-v
I

I

I

The same kind of verse can be found elsewhere in Strigel's work: in
the banderole of a painting of the Crucifixion, also in the National
Gallery in Prague. 93
The text of the banderole reads as follows:
r. En suavis cruci datur,

Behold, the dear man is given
to the cross,

93

lnv. no. DO 2ro2; on loan from the chapel of Zakupy (Reichstadt) Castle
near Ceslci Lipa in northern Bohemia.
Antonin Matejcek, "Strigelovo Ul<rizovani v zamku zakupskem," Umeni
9 (1936): 195.
Jiri Masin, "Strigelovo Ui<rizovani V Narodni Galerie V Praze," Umeni,
n.s. 1 (1954): 233-35.
Rettich, "Bernhard Strigel: Erganzungen" [n. 2), 164-65.
Vladimir Navotny, The Treasures of the Prague National Gallery (London,
1960), color pl. 18 (no text) .
Pesina, Alt-deutsche Meister or German Painting [n. 2), nos . 38-40.
Otto, Bernhard Strigel [n. 2], 53, color pl.; 54; and 99, no . 42, with earlier
literature.
Rettich, Bernhard Strigel [n. 2), 39.
Stange, Kritisches Verzeichnis [n. 2) (1970), 2:205, no. 903.
Marie Kotrbova in Narodni Galerie v Praze, Sbirka stareho evropskeho
umeni-Sbirka stareho ceskeho umeni (Prague, 1984), 194-95.
Sbirky Narodni Galerie v Praze, Sternbersky Palac, Stare evropske umeni
(Prague, 1988), 124 and 134, no. 319.
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2. grossis clavis perforatur
3. tune manibus et pedibus.

93

he is pierced by cruel nails,
both in his hands and in his
feet.

4. Qyem sinister exprobavit

The robber on the left
reproached him,

5. larro dexter adoravit.

but the one on the right
reverenced him.

6. Regnantur celi sedibus.

They are judged in the abodes
of heaven.

And agam m the banderoles of three frescoes in the Church of
St. Martin in Memmingen. 94 The text of the three banderoles reads as
follows:
The Sacrifice of Isaac:
r. Qyia, Abraham, fecisti

Abraham, since you have done

2. hanc rem et non pepercisti

this thing and have not saved

3. puero unigenito,

your only son,

4. semen tuum sicut stelle

your seed, like the stars,

5. secundum divinum velle

according to the divine will,

6. multiplicatur merito.

will be multiplied, as you deserve.

94

These frescoes are among those discovered only in r963 in the "Zangmeisterkapelle" of the church. They are the Sacrifice oflsaac (at the west end
of the vault), the Visitation, and St. Eberhard Healing the Sick (both on the
south wall, flanking the window) . They can be dated to ca. r5ro and were
commissioned by one Eberhard Zangmeister, said to be the wealthiest citizen of Memmingen at the time, and his wife Elisabeth. See the following:
Gertrud Otto, "Die freigelegten Fresken in der Zangmeisterkapelle der
St. Martinskirche," M emminger Geschichtsblatter (r963): 17-2r and ills. r-7.
Hilde Miedel, "Die Inschriften in der Zangmeisterkapelle," Memminger
Geschichtsblatter (r963), 2r-24.
Otto, Bernhard Strigel [n. 2], 45-46; 97, nos. 35a-b; and ill. 92a-b.
Bayer, Memmingen [n. 42], 66-67.
Evang.-luth. Stadtpfarramt St. Martin, Memmingen, St. Martin und
Kinderlehrkirche, Memmingen (Memmingen, r997), 45-47.
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The Visitation:
r.

Ut salventur Loth et nate

So that they might be saved,
Lot and his daughters

2.

uxor eius deo grate

and his wife, pleasing in God's

3. iubentur montem scandere,

sight,
were told to climb a mountain,

4. sic per montes salutavit

so Mary crossed the mountains
to visit

5. Maria cognatam pavit

her kinswoman and was afraid

6. valens virtutes pandere.

to display ? ? ?

St. Eberhard:
r.

Eberhardus hie precellit

Eberhard here overcomes

2.

demones quos nunc expellit

the demons, whom he now
expels

3. cum cruce fortitudinis.

by the strength of the cross.

4. Dei verba predicavit,

He preached the words of
God

5. surdos cecosque sanavit.

and healed the deaf and the

6. En signa sanctitudinis.

Behold the signs of holiness.

blind.

The banderoles in these paintings, whoever may have composed
them, demonstrate a good command of Latin. It would be interesting to know who supplied them. One may imagine that someone at
Maximilian's court wrote the text for the altar of the Holy Cross; the
altar of the Crucifixion is of unknown provenience, leaving us without
a clue; the banderoles of the frescoes in Memmingen presumably were
written locally.
In quite a few more of Strigel's paintings, banderoles supplement
the narrative of the painting itself, and a fair number of them are written in Latin verse. Did someone in Strigel's shop perhaps specialize in
writing these banderoles? An examination of all the Latin banderoles
in Strigel's paintings could, perhaps, provide valuable insights, but this
is not within the scope of this article.
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